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Born out of a World War and my childhood interrupted
by another, the Hungarian Revolution of 1956; history
is an integral part of my life. Roaming through castle
walls barefoot, climbing the circular steps of a Turk
ish minaret to dizzying heights, trying to cross a
blood splattered street while the Russian tanks filed
by in ceaseless continuation, surviving a concentra
tion camp experience, and tasting the life offered in
two divers continents; I experienced the residues of
different historical ages.
PART ONE : HISTORIC NOTATIONS
"The work of art . . . meets the
psychic needs of the society in
which the artist lives, and is
therefore concerned with more
1




Herbert Read, Henry Moore:
Mother and Child (New York: A Mentor-
Unesco Art Book, 1966), p. 5.
I. THE PREHISTORIC NUDE
The earliest work of art in existence today, dates back some
20,000 years, to the last stages of the Paleolithic (Old Stone
Age) period. The first figure that appears, some five thousand
years later, is of the female gender. Mgn's belated entry into
the visual arts seems to suggest, that his initial concern was
centered around the hunt, and animal life.
The first female nude depiction comes from La Magdeleine Cave
at Penne, France (c. 15,000-10,000 B.C.). Thanks to an accident
of nature, the image is not only lifesize, an exception in cave
art, but has an almost sensuous three -dimensionality. The figure
resembles a negative impression of a reclining body. The innate
shape of the stone ledge is partially responsible for this un
usual degree of refinement, and photographic reality. The legs
and torso of this human image follow the natural shape of the
rock.
The most noted prehistoric sculpture
representing a female nude is the four
centimeter long Venus of Wjllendorf .
Her sexual parts are clearly defined
and exaggerated. Pregnancy is strongly
suggested in the oversized breasts,
belly and thighs. She is a
"pebble"
size
idol of mother nature. Her massive fig
ure is saved from vulgarity, by the di
rect application of softly rounded lines.
The facial features of the figure are
lacking. Since the artist's purpose was
not that of portraiture but one of a
ritualistic representation of a symbol,
the detail of the face was unessential.
_____________
We can recognize that the individual's
The Venus of Willendorf image was unimportant, but what about
c. 15,000-10,000 B.C. the importance of the artist in his tri
bal society. Prehistoric man believed that depicting something
was identical to the power of possessing it. The role of the art
ist was more than just useful, it was essential to their daily
life. The artist's role was not unlike that of a missionary;
society's living link with the afterlife. We do not know if the
artist was revered for the special service that he rendered.
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II. THE CYCLADIC NUDE
Not too much is known about the inhabitants of
the Cycladic islands of c. 2,600-1,100 B.C..
The remnants from their modest tombs include,
however, the oldest lifesize female nude figu
rines in existence today. These marble statues,
mostly of the female gender, are very imposing.
The figure is elegant and delicately modelled.
The fluid lines of the body are pleasingly re
duced to essentials. The figure has both a
primitive and sophisticated countenance. On one
hand, it resembles the prehistoric linear figu
rative rock engravings of the Palermo caves.
The facial features are omitted as is a custom
of some prehistoric artifacts. This seems to
indicate that the figurine's role was symbolic,
perhaps that of a fertility idol. On the other
hand, it is remarkably modern. It has a touch
of the geometric air of Cubism. It is a unique
doll-like representation of the female nude.
It is strikingly refined.
Idol, from Amorgos
2,500-1,100 B.C.
III. THE GREEK NUDE
The Greeks elevated the nude to an art form. Their sculpted
nudes were freed from their reliance on funerary coffins and
blocklike appearances. The Archaic artist of the sixth cen
tury B.C. carved out all of the unnecessary sections surround
ing the arms and the legs of the figure. These nudes were free
standing, and enjoyed independence from nature and clothing.
The Greeks were confident of their bodies. Their nude figures
signified their godlike existence in earthly paradise. Their
gods took physical shape. As Garland suggests in her book
entitled The Changing Face of Beauty, a pregnant Grecian girl
might claim that Zeus seduced her as she strolled through the
countryside. When she gave birth, the infant was lauded as
the son of a god, and not a bastard.
The early Greek female statues were fully clothed. These fig
urative works of art vere the earliest larger than lifesize
(monumental) human forms we have in existence. The Egyptians
allowed the curves of the body to press through their clothing,
whereas the Archaic females were heavy and undifferentiated.
These female figures (Kore) as well as the male (Kouros)
seemed unrefined compared to the earlier executed Egyptian
works of art.
There were no female nudes prior to the sixth century B.C.,
and only some rare instances of them in the fifth century B.C,
The male gender was always depicted nude. Their philosophy
centered around the myth of Apallo, whose nakedness was part
of his divinity. Homosexuality was the mode, and not the
exception in Anciet Greece.
The importantof the female figure is realized in the last
two hundred and fifty years prior to the year one hundred B.C,
(Hellenistic Age). The female figures took on male character
istics when they first appeared. When the Athenian women
acquired a new importance, in the last quarter of the fifth
century, the reverse was seen. The male figures acquired
soft and feminine treatment.
For their divinity, a style of perfection was sought through
balance, symmetry and mathematical ratio. The style of formal
order emerged. Beauty was a harmonious relationship of the
parts in relation to the whole. According to the canons of
proportion, the female body was constructed by measuring
the distance between the breasts and using this same measure
from the lower breast downward to find the location of the
navel. Taking this measure downward once more from the navel,
would result at the location of the division of the legs.
Of the early Archaic period mostly linear pottery depictions
remain. These are a poor substitute for the lost wall paintings
of Greece (C. 475-450 B.C.).
The Romans conquered Greece, and due to the ravages of wars,
a lot of artworks of the later periods were destroyed. The
Romans imported and later made copies of these Greek sculptures.
In-depth analyzation of these figurative works are eliminated,
for the original Greek marble statues became bronze Roman
imitations. There was a change in technique and also style of
representation. Aphrodite turned into Venus in Roman hands;
the figure was more earthbound than godlike.
IV. THE GOTHIC NUDE
The Gothic era started in 1150 and disappeared by the year
1500 A.D.. It is centered around the countries north of the
Alp Mountains. The term Middle Age Nude would have been in
appropriate, for the Middle Ages spanned a thousand years
(500-1,500 A.D. ). The nude appears in the works of art only
with the start of the eleventh century. The climax of the
Gothic nude in painting is actually even further reduced to
the fifteenth century.
The Gothic nude is never freed from a religious purpose. The
figures are not only aware, but ashamed of their nakedness.
"The eyes of them both were opened and they
knew that they were
naked."
( Gen. 3,7)
Christian dogma dominated the arts from the fourth to the
fifteenth century. Their belief in the negation of the body
for the perpetuation of the soul is readily visible in the
pale, lifeless
"shell"
of a body whose sole purpose seemed
to be that of a custodian for its spiritual content. In this
Age of Faith, beauty was a "corruptive lure and the body was
4




The ideal Gothic nude is depicted in accordance with this
change in spirit. Her most prominent features are her fragile
narrow body, tiny spherical breasts, oversized stomach and
feet. Her elongated body has a graceful but inhuman sway,
that results in a posture that is more arbitrary than real.
She is barely in the stages of puberty. So the pregnant look
of her stomach does not visually blend with her physically
immature countenance. The theme of "be fruitful and
multiply"
as an essential Christian concept however had to be compromised.
So the depiction could only be innocent, sexless and practically
immaculate. If these concepts were envisaged in a ripe, curva
ceous woman, the sexual element would have been too prominent.
That type of representation, at that time, might have acquired
the artist eternal damnation in hell. So the ideal type of nude
had to be barely adolescent, with a body that lacked volume, a
skin that looked ghostly, shoulders that drooped in submission
and a type of posture that was so plastic, that the body's
outline was almost abstract.
The difference between the Greek and the Gothic nude lies in
their concept of proportions. On the Gothic ideal, the location
of the navel was twice the distance as that measured between
the two breasts.
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Christianity began to wane in the fourteenth century.
Feelings of shame slowly vanishes, and the nude eventually
appears without any religious meaning . (Bosch).
The first lifesize nude in Western painting is attributed to
Hans Memling's Bathsheba in the Bath (1485). This is a late
Gothic piece, for the body's depiction is more natural. The
body still lacks volume, but with the slight application of
shading, it is somewhat three-dimensional. The skin is still
white, but not so pale. The placement of the breasts is still
too high, in accordance with the Gothic manner, but they are
normal in size and treatment.
Another good example of this transition can be found in Hugo
Van der Goes's Ghent Altarpiece (ca. ,1480). The modeling of
Eve's body is quite natural and full. The color treatment is
also humane. The arbitrary outline of the body has almost
vanished.
It would be interesting to know to what degree this new trend
toward a more realistic depiction of the body can be attribu
ted to the emergence of a new religious outlook or to the dis
covery of oil paint (1400).
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V. THE RENAISSANCE NUDE
The earthly values of man and the environment that surrounded
him, was the preoccupation of the Renaissance age. The dis
covery of the Ego is reflected in his art. Portraiture becomes
prominent, since the human element claims significance.
A loose composite of the ideal sixteenth century beauty can be
drawn, but it has to be stressed that the Renaissance started
a new concept that of the individual treatment of the nude.
The artist's personal preference became the basis for the
type of figure he called "ideal". The relativity of beauty was
never more apparent; a powerful concept to this day.
The ideal Renaissance maiden was fresh, healthy, soft, pensive
and modestly sensual. Blondes were preferred with lots of un
bound hair. Bleaching the hair was the craze of the day. Ladies
sunhats were made with a hole in the Center, to let the sun's
rays penetrate and highlight their curls. An angelic expression
in the eyes was preferred. When portrayed as madonnas, a new
facial concept, the downcast eyelid, emerges. The rediscovery
of the classics brought the opulent body back in fashion. The
Renaissance Venus is a somewhat slimmer sister of the Grecian
Aphrodite. She is at odds with the "fairy
tale" fragile Gothic
beauties of the previous centuries .
12.
Physical beauty was worshipped. Simonetta Vespucci, whose
beauty was an inspiration to many artists including Botticelli
who captured her forever in his painting The Birth of Venus (1480),
had many odes written in her honor. When she died of consumption
at the age of twenty- three :
"Her body was carried through the streets of
Florence with her face uncovered so that all
could see her loveliness, and Boccaccio on
looking at the heavens, cried 'her soul hath
2
passed into the new
star'."
Renaissance coiffure representation.
(The source of the illustration is
found on page 52 /Garland/. For full
reference, see footnote at bottom of
this page. )
The hair is usually parted at the
center of the head, and ingeniously
arranged with the additions of false
plaits, pearls or even feathers.
Madge Garland, The Changing Face of Beauty
(New York : M. Barrows and Company, Inc., 1957), p. 45.
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The Renaissance age called for a new bodily pose. The reclining
posture was preferred over the standing nudes of ancient Greece
and the Gothic era. The initial use of this figurative innova
tion is attributed to Giorgione (Giorgio Barbarelli), in his
painting The Sleeping Venus (date unknown). This pose remained
a favorite to this day. Titian,
Giorgione'
s student, made a
direct transfer of it in his painting Venus of Urbino. Other
famous descendents of this recumbent posture include, Goya's
naked Maya, and Manet's Olympia. Giorgione 's fleshy maiden is
bathed in the rich Venetian coloring. Her generously endowed
figure is surrounded by the bountiful nature she inhabits.
The Renaissance artist was interested in all aspects of earthly
value. His role in society was never more divers. Leonardo da
Vinci's numerous interests included physiology, geology, mili
tary engineering, hydraulics as well as the fine arts. Besides
his painterly inventions of the effect of light and shadow on
the surface of the canvas, he also invented the parachute, fly
ing machine, bomb, a musical instrument, and something resmbling
a submarine, a snorkel and a wet -suit.
The masters of science and art were heralded as men of genius.
"Men of genius were thought to be set apart
from ordinary mortals by the divine inspi-
14
ration guiding their efforts.
The leading artists of the High Renaissance
did not set the pace for a broadly based
"period style" that could be practiced on





These singular geniuses did not mean to pass their secrets on.
They were not meant to be imitated, for their artistic skills
could not be copied.
So the nudes of Da Vinci, Michelangelo, Raphael, Giorgione,
Titian, Correggio are as different as the cities of Rome, Milan,
Florence and Venice that they chose for their artistic careers.
Botticelli's nudes are cool and aloof, retaining some of the
formality of a Greek figure. They also recall the Gothic nude
in her "icy" skin tonality. Titian's nudes are opulent (fat).
A Venetian colorist, he is the master of the fleshy tints.
Michelangelo's females are leather skinned and exude masculine
strength as in the sculpted figure of Night (Tomb of G. de
Medici), or as in the detail of The Fall (ceiling fresco of the
Sistine Chapel in Rome). Raphael's specialty lies in the real
istic depiction of facial expressions.
3
H. W. Janson, History of Art (New York: Harry N.
Abrams , Inc., 1965), p. 348.
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VI. THE BAROQUE NUDE
The seventeenth century Baroque is the first international
style of art. It originated in Italy and spread to Flanders,
Holland, France, Spain and England.
It was an age of sizable contradictions. It is centered around
the church. The beautif ication of the Vatican in Rome, Italy,
started a new trend that spread swiftly throughout the conti
nent of Europe. It is also centered around itself, in a self
ish intoxication of life, with great disregard for the humbling
virtues of piety and humility. Gaiety was the motto of a century
whose daily existence centered around religious and political
upheavals. Thirdly, it is centered around the state, perhaps
best personified by King Louis XIV (The Sun King). His absolute
divine appointment produced a pompous and pathetically dignified
court, noted for its stiff and moek4heroc gestures.
It is impossible to do justice to such an immense topic. Each
country had its idea of physical beauty. The artists more than
ever before, gave singular interpretation to this subject. It
is perhaps more important to focus on how the Baroque nude was
treated, rather than to polarize on her individual assets.
The Baroque nude possessed an exaggerated outlook on life.
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Her super femininity was captured in her larger than life
form, heroic gestures and
"contrappasto"
(twisting bodily
movements). All residues from the Renaissance age, via Michel
angelo. Her body was sensual in both modelling and coloring.
This was achieved through the influence of two other great
masters of art: Titian and Carravagio. She had a gay acceptance
of life. Her canvas was a theatrical stage.
Peter Paul Rubens, a Flemish artist, epitomizes the ideal nude
of the Baroque period. His figures are exuberant, young and
voluptuous. They directly flaunt their sensuality. Some of his
nudes resemble his young and opulent wife, Helena Fourment (age 16),
whom he married at the age of fifty-three.
Another great painter of this period was Rembrandt Harmansz
Van Rijn from Holland. His favorite theme being the Old Testa
ment, he painted The Blinding of Sampson (1636) in a high
Baroque style. Set in such oriental splendor, this painting
that depicts a violent scene, becomes almost seductive.
Rembrandt changes in 1650 to a more lyrical style, referred to
as the "filter of golden light".
Both Rubens and Rembrandt openly display the bodies of their
wives, without concealing their flaws. Rembrandt's wife is
both Dianae and Batsheba .
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The role of the artist in the seventeenth century was to
enhance man and to make him forget himself and his daily
worries. His artistic purpose was to "produce an orgy of
5
form and color". Art was made for the enjoyment of the
senses. The mannerism of the English courts were splendor-
*
ously depicted by Van Dyck. In France this period was called
the
"classical"
Baroque. Nicholas Poussin's classic themes
blended very well with the building of another classic in
Paris, the Versailles. The Baroque style in Spain, a country
that frowned on nude depictions for religious reasons, pro
duced one of the loveliest female figures by Diego Velazquez.
His Rokeby Venus lacks the
"contrappasto"
movement, but re
tains its Baroque atmosphere in the treatment of the figure's
outline.
5
I. E. Relouge, Masterpieces of Figure Painting
(New York: The Viking Press, Inc., 1959), p. 41.
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VII. THE ROCOCO NUDE
France is the home of the Rococo style. It was created ex
clusively for the King Louis XV, by his designers around 1720.
By late seventeenth century Paris replaced Rome as the cen
ter of the arts, and France became the .most powerful nation
in Europe .
The young Philippe d'Orlean relaxed court life, and his era is
noted for amorous gaiety, .frivolity and the age of mistresses.
Art becomes synonymous with love. The importance of the female
surfaces. Pompadour rules.
The age of the
"cocotte"
was short lived however, for the
frivolities of court life aroused the moralists and the
Age of Reason shortly took over.
The eighteenth century ideal beauty is
"petit"
and enticing.
Her chin is round and her nose has a
"retrousse"
contour. A
doll-like miniature, with challanging eyes. Her jewels are
replaced by ribbons and flowers. Her figure is compact, flow
ing and graceful. Portraiture of the individual is in vogue.
The theme of the large canvases that decorate palace walls are
still classic (Poussin). Their treatment was more playful than
19
formal. They are made for the enjoyment of the senses, and
not for their heroic magnitude. The figures are demurely
seductive, and not flauntingly sensual. The powerful Baroque
colors are softened. The color red becomes pink, and indigo
becomes a powder blue. The informality of the pastel media
is preferred over the heavy statement of oils.
The Italian Renaissance artist Correggio is the forerunner
of the Rococo style. His nudes had that enticing glance.
The French artists Boucher, Fragonard, and Watteau isolated
this singular look and enlarged it. The result was a very
delicate and delightful handling of the female nude.
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VIII. THE NEOCLASSIC NUDE
In Napoleon's court, the Age of Antiquity was not revived, but
imposed. France lived for a short time, on an ill fated
dream.
Aristocracy was dying, due to the forceful upsurgence of the
middle class. The Napoleonic Code gave unprecedented freedom
to the mass. Then Napoleon crowned himself a divine emperor,
and fallacy set in. The splendour of classicism did not befit
an army general, or a mass of people ravaged by war. Napoleon's
singular interest in antiquity was ill placed in time. His in
terest in antiquity was fed by his numerous travels and victories
over lands of great civilizations. His soldiers unearthed the
Rosetta Stone. Excavations were going on in the cities of
Hercu-
laneum and Pompeii.
The ideal Neoclassic nude of the early nineteenth century is
therefore a classic, statuesque,
"creole"
beauty reclining on
Empire furniture. Her face is mysterious with dark eyes and
hair, not unlike Napoleon's beautiful wife, Josephine. The
"aquiline"
profile is in fashion, a classic feaure possessed
by both the Emperor and his beautiful sisters.
The courtly painters, Gros, David and later by Ingres all sub
merge their beauties in antiquity. Ingres 's Reclining Odolisqm?
(1814) with her peacock fan and a turban wrapped head lying on
21
jewels and furs recall a lost civilization, or pehaps a
combination of the Egyptian and Eastern styles of life.
Even Delacroix, who treats nudes in the Romantic style,
focuses on the grandiose themes of antiquity. His Woman
with the Parrot ( 182 7) is not an everyday creature, but
some type of courtly queen who lives in opulent splendor.
Some of the passionless and cold imitation of antiquity is
best captured on the canvases of the Napoleonic courtly
painters, Gros and Gerard. Their nude figures borrowed
the external ( visual) elements, but without capturing
their inner contents. Their empty figures show that the
art of any age cannot be duplicated.
22
IX. THE REALISTIC NUDE
The latter half of the nineteenth century underwent an abrupt
change, discarding the icy classic atmosphere for a more real
istic expression of life. The motto was to accept everyday
life, and to live it to the full. So, a-t was centered around
the toils and the pleasures of the average man. The figures on
the canvases were not royal patrons, but guests and visitors
of the artist.
The late nineteenth century nude was a barmaid, ballet dancer,
streetwalker, dance hall girl or a theatre goer. Her beauty
was a matter of indifference. She was wrapped up in daily
chores rather than self beautification. The reality of these
painted nudes was shocking and at times painful.
Art was made for the first time to be enjoyed by the whole
society. Publicly exhibited in "salons", and not tucked away
on courtly walls, to be enjoyed by a privileged few. The
feelings and the criticism of the public was powerful. The
artist could perhaps please an individual, but he cannot please
a whole society. The age of criticism arose. The artist and
his public did not understand each other. They were at odds,
and got isolated. The consciousness of the public had to be
awakened to learn to appreciate the arts.
23
Gustav Courbet initiated the
"shock"
producing type of
painting directed at his public. His piece entitled the
Interior of my Studio, a Real Allegory Summing Up Seven
Years of my Life as an Artist ( 1854-55) is a real teaser
according to Janson. An allegory is unreal by definition.
There is no allegory presented, just naked reality.
Another painter in this vein was Edouard Manet. He produced
two such nude paintings. The first is entitled Luncheon on
the Grass ( 1863). The female is nude, but the gentlemen are
fully garbed in the Parisian style. The subject is transferred
from the classics, but since its depiction is up to date, it is
unacceptable. Another conventional treatment is given to
Giorgione 's classic Venus . Manet's reclining Olympia ( 1863) is
neither noble or beautiful. Her expression is empty. Her body
has nothing to say. She does not tempt the viewer, or try to
hide from him. She looks as if she has seen it all, and is
therefore not phased by anything any more.
Some artists like Auguste Renoir and Edgar Degas produce
beautiful nudes. Another artist, Toulouse-Lautrec, becomes
a social commentator, a candid cartoonist portraying the
nightlife of Parisian brothels.
24
X. THE MINIMAL NUDE
Mankind has never experienced such a state of flux as we
have in the twentieth century. The artistic "isms" file by
in a more and more rapid succession. Important artistic
periods collide, due to lack of time. They are not granted
centuries, but a mere decade to settle in. Numerous artistic
periods have already been produced: Fauvism, Cubism, Express
ionism, Superrealism, Abstract Art, Pop Art, and Op Art. The
artists that work in the figurative subject matter are endless.
The twentieth century forerunners in this theme are, Henri
Matisse ( Joy of Life 1905 ), and Pablo Picasso ( Les Demoiselles
d 'Avignon 1906-7). Other great interpretations of the female
nude were executed by Bonnard, M-Becker, Rouault, Dufy, Braque,
Modigliani, Derain, Chagall, Munch, Muller, Klee and Kokoschka.
In three-dimensional representation, sculptors Archipenko,
Pevsner, Raymond D. - Villon, Brancusi and Moore come to mind.
Since the invention of photography, retinal depiction on the
canvas is not necessary. The
"snap"
of the instant camera
overtook the field of portraiture. The artist is free to use
the body to express his inner feelings, rather than to give
it physical representation.
25
What can be generalized about the twentieth century nude is,
perhaps, that it is simplified. Any line, color or shape
that is not essential to the understanding of the figure, is
discarded. The focus is on expressing the essentials, so one
can arrive at a more swift and pure interpretation of what is
presented. Realism is not the issue. Physical beauty is not
the issue. Beauty is present in the works of artists like Bonnard,
Vuillard and Modigliani. An artist is not praised or condoned
however on the appeal of his nude depictions. He is judged on
his capabilities to individualize and to externalize his emo
tions. This is the reason why an artist like Moore can exist
side by side with Segal or Modigliani with Pearlstein. We are
in an age of pluralism. The coexistence of diverse styles
afford art for every mood and impulse. The individual artist
was never more free to follow his path. The viewing public
knows and accepts the fact that all the visual material is
impossible to comprehend.
26
PART TWO : SUBJECTIVE NOTATIONS
"If we were on the right road,
having to leave it would mean
endless despair. But we are on
a road that only leads to a third
one, and so forth; and the real
highway will not be sighted for
a long time - perhaps never -
and we drift in doubt, but also
in an inconceivably beautiful
diversity; so the accomplishment
of hopes remains an always un
expected miracle, but in com





Thomas B. Hess, Willem de
Kooning (New York : Geo. Braziller
Inc., 1959), p. 7.
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II. CONCERNING THE TOPIC OF INFLUENCE
Modern day society capitalizes on the exaltation of the
individual. As a member of today's society, I also strive
for individualism, but not at the expense of negating the
treasured past. Today's notion seems to be, that if your
work is derivative, it lacks character or imagination. I
have an old world concept about the topic of influence.
As human beings, we are all related to one another. We all
run the same gamut of emotions. The only difference lies
in how each of us experiences these feelings; and as artists,
in how each one is capable of externalizing them.
I would not like to be labeled as another Bonnard or a De
Kooning, not just because of the obvious reasons of imitation,
or the more serious one pointing to my weakness at externa
lizing my visions. I am interested in inventing new shapes,
so that they reflect my time slot in history. I would like
my work to celebrate the remaining decades and not the birth
of the twentieth century. But I am not affronted when to the





quality of De Kooning. I relish in the
vanity, that, perhaps for one moment I experienced part of
their creative struggles. The thought of the possibility of
such momentary closeness delights me.
28
CONCERNING MY CHOICE OF SUBJECT MATTER
I have a strong and genuine interest in depicting the human
figure, with special emphasis placed on the female. I do not
know why I channel my energies so fervently into this parti
cular type of subject matter, or if this< is going to be a
lifelong persuit. This is part of the enigma that I face
daily at the canvas.
"What interests me most is. . . the
human figure . It is through it that
I best succeed in expressing the





It is comforting to know that I am not alone in this endeavor,
but a par"!: of an illustrious family of artists, who also
thought such concentration laudable. Such masters as Matisse,
Moore, Michelangelo, and Gauguin pursued the nude motif with
an almost obsessional intensity throughout their lives. Others,
like De Kooning, apply the same extreme devotion for a parti
cular timespan. Then there is Giacometti, whose sculpted
figures I dare include under the nude category.
7
Alan Bowness, Matisse and the Nude (New York: A
Mentor-Unesco Art Book, 1968), p. 5.
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CONCERNING THE GENESIS OF MY WORK
The most important homework a figurative painter has is to
know the human body; the way it looks, moves and functions.
I try to accomplish this through my meticulous and realistic
linear drawings. I feel I cannot abstract what I do not know,
without producing a fake. I intentionally leave my drawings
linear, so when facing the canvas I am forced to create the
shapes that fill the figure. Since I paint in shapes, my
drawings have only a limited role of reference. Most of my
figures have a definite outline, so the importance of the
drawings surface in this regard.
I do not paint the figures directly from either a model or
a photograph. Some of them never existed even in sketches.
I have no wish to recapture the retinal image. I do not con
sider myself a realist, for I try to discard what is immedi
ately visible. I have no wish to paint things as they are.
When I paint, I take a Freudian
"dip"
into myself and draw
from previously stored information with great liberty. The
saturated details of the natural world restrict me. If re
producing appearances is limited, the possibilities of flee-
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ing reality are infinite. So I playfully skip back and forth
in varying degrees of abstraction, accepting the fact that I
do not know where the road will take me. This is the most ex
citing part of my work.
I paint directly on the canvas. I want my immediacy felt.
A sense of playfulness takes over when I reach for my brush,
for it is not a regular brush at all. It is a clumsy looking
undignified piece of foam rubber (polyweb) stuck to a
dowel"
like handle. I do not know how much of the actual style to
attribute to the brush itself. The nature of any tool influ
ences what is done with it, and experienced through it. All
I know is, it loosens me up. It gives me fluidity. The pig
ments flow off the brush smoothly, swiftly and easily. I can
speed in any direction on the canvas, for it does not have
bristles to regulate the motions. I am able to work in long
uninterrupted strokes, as well as shorter dabs. The speed of
surface effect increases with each movement. Considering the
rapid drying rate of acrylics, this technique has a practical
purpose on the large canvases, as well as the aesthetic effects
that I strive for. I do not mind a bit for some sort of lyrical
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harmony to seep through.
I paint instinctively, but I can step back and make alterations
in lines, shapes, colors and tone. I know what fits the subject,
Only when I lose contact with the figure am I forced to dis
continue. I have to confess however, that while I am painting,
I am so subjectively involved that I do not know if the result
is good or bad, or what it is that I have actually captured.
At this time I even find myself, at times, incapable of making
major changes. I leave my wet canvas, and only the following
day can I turn into a critic. On these occasions, the biggest
element of surprise always lies in finding out the degree of
abstractness that has surfaced. At this time I analyze and
make objective notations as to necessary changes. The hardest
part of the work from this stage on is to try to preserve the
degree of abstraction that is already presented.
I aim at expressive and not descriptive effects. I am con
stantly making reductions in actual detail to heighten the
abstraction. I discard actual modeling. I prefer arbitrary
effects in chromatic tonality, line, and shape formations.
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With all this flux, there is a need for visual stability.
So some of the actual perspective and the outline of the
figures and objects remain, plus the figures retain their
sense of balance through their restful poses.
I seek to convey the spirit of the figure, and not its
decorative surface. The figures are "classical", but their
treatment is "romantical". The figures repose in restful
gentility. Their static and pensive poses are fixed in time.
This peacefulness is offset by the emotional battle of the
bodily parts it contains. These parts shift to and from the
pictuare frame in flat planes and biomorphic curvilinearity.
I create living organisms that live according to their own
laws, with great disregard for the viewer. None of them
confront the observer directly. They have a total disinterest
in revealing their physical and spiritual order. They fight
their own battles of the
"Ego"
and the "Id", but in x-ray
vision to tease you. Their dreams are heavy, and so is their
formal treatment.
Although the handling of the paint and the tonality that is
achieved is prominent, it is actually the figure that dictates
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It is from the female figure that my ideas flow. It is the
figure's mood that dictates the color, tone and the stage
sets that surround her. When I feel that the direct power
of the face would destroy the figure's world of fantasy, I
turn her back on reality, and let her "body
language"
take
over. I release only as much reality as allows for the figure
to keep her mystery. I communicate with the figure through
the language of paint. I fill the canvas to please her. If to
please is to act, then to paint is to move. My colors have to
move in space! The highest praise that could be given to me
and the figures is to compliment the chromatic sensations of
the canvas. I hope the viewer is aware of the material (paint),
as well as what it represents. I hope satisfaction is derived
from the painterly technique as well as the pictorial organi
zation of my paintings.
The chromatic tonality conveyed through the use of narrow
range of colors in close value range, leaves a mystical feel
ing on the observer. The colors have symbolic meaning. They
not only blend with, but help create the mood of the figure.
The figure speaks the color (paint). The paint responds J
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The use of a limited palatte has many benefits. It gives
unity to the whole painting. It creates a great variety
of unfamiliar intermediate tones. These close- ranged tones
constantly shift and interplay. They play minor battles, and
not the major wars waged by the intensely contrasting light
*
and dark values. The soft nuances and the delicately modula
ted transitions are aesthetically pleasing, rhey cast an
optimistic light on the biomorphic treatment of some shapes,
saving them from gross dissection. The close -valued
chromati-
zation also helps retain the flatness of the picture plane.
Getting lost in deep focus is not my aim. Neither is the
total dispensation of the figure.
Since the quiet treatment of the canvas does not bombard or
insult the viewer's retina, one does not pull away One is not
taken back, but is invited. The flatness of the picture plane
allows for a more swift and untroubled entry to probe the
primordial meaning of the painting.
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PART THREE : VERBALIZED ILLUSTRATIONS
"Art is a human activity consisting
of this, that one man consciously,
by means of certain external signs,
hands on to others feelings he has
lived through, and that other people





Leo N. Tolstoy, What is Art
(Indianapolis: The Bobbs-Merrill Comp.
Inc., 1976), p. 49.
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ODALISQUE
I was interested at making a twentieth
century version of this pOpular subject,
that has been attempted in the past by
such illustrious master as Delacroix,
Matisse and Ingres.
My figure is not enclosed however by a
continuous layer of skin. One is per
mitted to peak through, to see the ten
dons and and ribs . The body remains in
tact, thanks to its rigid outline.
My purpose was to depict the dreamer and
her fantasy simultaneously. To heighten
the "dream" element; the picture plane is
flattened. An arbitrary tonal quality is
superimposed. Her dream is literally tran
slated in the abstract patterns directly
above her head. This visual layout is
borrowed from the cartoons, where the clues




This painting is my first attempt at
a multiple nude depiction. I had a
large canvas stretched for my first
multiple nude painting (see ne*xt work),
but I was too apprehensive to start.
So I painted this piece to loosen me up,
and to find out if I liked working with
more th&n. one figure.
I think the result is fresh.
Intimacy can be acquired oritthe canvas













Over the Christmas holidays I was able to visit the
Cezanne exhibition in The Museum of Modern Art in
New York city. I came away with two observations.
The first being that Cezanne drastically reduced
the color scheme to greens and rusty browns, when
he painted his native Provencal terrain.
My second feeling, after seeing his Bathers was,
that I wanted to attempt a multiple nude theme.
I went into this work with an almost childlike
naivete of how long a process it would actually be
on a large canvas. I shall always remember the
comment of my painting professor, Mr. Fred Meyer,
upon hearing my enthusiastic idea. Hinting at the
difficulties that lay ahead he indicated that, to
relate two nudes were twice the problem, three nudes
were nine problems and four nudes were sixteen prob
lems. Then he asked me how many nudes I intended to
depict. I said five. I guess I attached thirty-six
problems for a sixth figure snuck in there somehow.
It was a good experiece for I had to learn how to












Pleasant, contemplative and restful
nude, half reclining in momentary
sleep.
Not enough time has lapsed by for Jjeavy
dreams to dominate. So, the "body
language"
is light. It is a lyrical, sensuous sur
face play. The tactile sensations are
pleasing.
Her back is turned, so the dominating
power of the image can be discarded.
When the painting deals with dreams, the
direct confrontation with the face robs
the. illusions. So I negate it, to savor
the mystery.
Magany is a Hungarian term for a "loner".
The simple grey tonality of the painting








This painting is the result of a
quiet and memorable week we spent
vacationing at Cap May, New Jersey.
Each morning we had breakfast on an
open terrace by the sea . The sea
and the sky seemed to melt together
in shades of blue and grey. There
were no neon colors to disrupt the
eye. So I chose to limit my tonal
structure. I hoped to depict the
the feeling of a blue and mellow






LADY WITH THE BIRD CAGE
This'is my latest painting. I am a
bit tired of pale and limited hues.
I yearn to play with new color schemes.
Also I seem to be going toward a more
realistic visual interpretation. This
is my only painting where the room was
filled before the figure moved in.
The objects are familiar representations
(but not copies) of my daily life.
This painting is most autobiographical,
perhaps that is why it ended up so real
istic.
I chose a frontal pose to allow for an
opportunity to probe her personality.
This is the basic format for portrait
paintings.
Since this painting is so drenched with
color, it seems to capture some of the
playful surface shimmer akin to Bonnard.
4t
LADY WITH BIRD CAGE
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